autonomy of traumatic affect, allowing trauma to be contemplated as a structural force that troubles imagined notions of subjective experience as confined to an individual body. Barker's portrayal of trauma as a structural force in her otherwise seemingly conventional text is profound in that it reveals the way historic traumatic affect feeds into subjective and familial experience, and in turn plays out past these interpersonal realms to enact and transmit trauma in networks beyond.
It is a notable detail that the early explorations of trauma by pioneering psychoanalysts were advanced by Sigmund Freud in the wake of World War I, when the men Barker would later research and characterise returned from Europe with horrific injuries and debilitating 'shell shock'. Freud's work at that time popularised the basic understanding of psychic trauma that remains in play today. Situating trauma within his theory of the unconscious, Freud considered it in economic terms, describing it as 'an experience which within a short period of time presents the mind with an increase of stimulus too powerful to be dealt with or worked off in the normal way', the subsequent result being 'permanent disturbances of the manner in which the energy operates'. 2 Since then, this formative psychoanalytic perception of trauma has been developed upon in various ways and disciplines, but it is Laplanche's engagement with affect as the bodily (and relational) representative of trauma that most facilitates my exploration of the autonomous force of traumatic affect as exceeding individual bodies. 3 But before moving on to focus on the novels, I
will briefly outline the key terms that inform my interpretation.
-SPECTRALITY, AFFECT AND AUTONOMY
Discussing the 'phenomenality of the political' in Specters of Marx, Derrida refers to an element of public life that is 'neither living nor dead, present nor absent', making the claim that such an element is that which 'spectralises'. 4 Derrida uses the word 'hauntology' to supplant ontology. With it, he seeks not to explore 'the priority of being and presence' but to posit the figure of the ghost as 'that which is neither present nor absent, neither dead nor alive' and as a site of vacillating certainty and possibility. As Colin Davis makes clear in his essay, 'Hauntology, Spectres and Phantoms', which contrasts Derrida's notion of the 'spectre' and Abraham and Torok's concept of the 'phantom', Derrida's hauntology 'has nothing to do with whether or not one believes in ghosts' and 'it does not belong to the order of VOLUME21 NUMBER1 MAR2015 60 knowledge.' 5 Derrida's hauntology casts into doubt the notion of a 'reassuring order of presents' and the border between the 'actual or present reality of the present, and everything that can be opposed to it: absence, non--presence, non--effectivity, inactuality, virtuality, or even simulacrum in general'. 6 In other words, hauntology speaks to the questionable solidity of what we think of as the present. Though
Derrida's writing on hauntology doesn't explicitly feature affect, it does imply it.
'Affect theory', as a polysemic, multidisciplinary and often interdisciplinary field, comprises affect in many definitions and theoretical configurations. I understand affect to be a biological and energetic response inherent to all sentient beings (the systems and expressions of which may differ between species) and more poetically, as Gregg and Seigworth, put it, 'the passage (and the duration of passage)
of forces or intensities' and the 'visceral forces beneath, alongside, or generally other than conscious knowing, vital forces insisting beyond emotion'. 7 The autonomy of affect, as theorised by Deleuze and Massumi, is an understanding of affect as escaping subjective containment in virtuality operative beyond particular bodies. 8 As I aim to show, when Derrida's notion of the virtual/simulacrum as spectral is given a Deleuzian inflection, Derrida's virtual lends itself to speculation as the space in which trans--trauma occurs at all points and levels of assemblage. Also compelling about this view of affect is the positing of affects as virtual synaesthetic perspectives anchored in what embodies them, and its potential for thinking about the blending of sensual modes of transmission, that is, contagion via smell, language, tone, vision, touch and so on. So it is that Deleuze and The Regeneration Trilogy is not pointedly 'experimental' and it is not memoir (though it is painstakingly researched and peopled by a mix of fictional and real--life historic characters). Its prose is in the main orthodox, if skilfully crafted, and its narrative is cleverly structured without being emphatically traumatic. Or rather, I
should say that the question of whether or not the trilogy structurally embodies a traumatic temporality is an interesting one that deserves more attention than I can
give it in this article. Instead, Barker's trilogy cunningly demonstrates the poetics of trans--trauma by means of a subtle yet insightful cultural exposé. The novels testify to the trauma of masculinity on a number of levels: masculinity as traumatised, masculinity as traumatic and masculinity as traumatising. The trilogy has been much praised for its description of the trauma of World War I, and rightly so, but it is a more multilayered representation of trauma than has previously been acknowledged.
Though it is revered as among the finest works of literature about war trauma, less observed is the way Barker reveals the multi--generational familial transmission of trauma at the heart of war. As I aim to show, the trilogy translates a complex web of personal, cultural, national and global trauma, and as such it is a creative portrayal of cyclical haunting that shows how the autonomy of traumatic affect circulates in and between assemblages. Obviously, his present attempt to understand his parents' marriage was more mature, more adult, more perceptive, more sensitive, more insightful, more almost anything you cared to mention, than PIG PIG PIG PIG, but it didn't content him, because it was also a lie: a way of claiming to be 'above the battle'. And he was not above it: he was its product. He and she-elemental forces, almost devoid of personal characteristics-clawed each other in every cell of his body, and would so until he died. 10 This moment is, in a sense, the beating heart of the trilogy. 'Wake up in Moloch! Light streaming out of the sky!' 22 The autonomy of traumatic affect rumbles, spills, bursts forth, erupts, leaks, emits, fumes, whispers, screams and acts from its restless grave, because at the deepest level it seeks recognition. It demands witnessing and memorial and it haunts until it gets it. It is the crime (or imagined crime) that wants to get caught, the perpetual cry for help that plugs its ears to the sound of its own cry. Every time it appears, in any form, every time it is transmitted, in any way, to any degree, it is begging for 'living attention', which means, for Brennan, something like a cross between love, the life drive, and what she terms 'discernment', described as the VOLUME21 NUMBER1 MAR2015
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'considered sensing (by smell, or listening, as well as observation)' and 'the process of feeling that also operates, or seems to operate, as the gateway to emotional response.' 23 The transmission of traumatic affect takes place with routine and endemic gravity, often with serious consequences, and that is why the poetics of trans--trauma is so vital an intervention. In its concentration on familial transmission and cultural operations and its revelation of trauma as a structural force, such literature hails from the most intimate areas and relations of our lives and personal experience while extending well beyond to encompass cultural and collective history. 25 In other words, for Laplanche, the formation of subjectivity is itself a traumatic operation that depends upon familial transmission.
Laplanche also seems to hold that there is no affect in the unconscious, and that enigmatic messages operate as unrepresentative and thing--like, or as 'internal foreign bodies'. 26 However, this assertion that affect is not operative in the unconscious does not amount to a dismissal of affect. In his essay 'A Short Treatise on the Unconscious', Laplanche describes affect as the manner in which the ego and body are affected and that therefore affect is the way in which the unconscious speaks itself in the body via the ego. Thus, he insists he is merely relocating affect topographically, rather than ruling it out of trauma transmission. 27 In contrast, 'historical' trauma might be thought to function in two ways: firstly, as trauma that comes to pass in the life of the subject after the formative mother- all societies and all lives'. 28 He also describes it as 'separation from the (m)other', 'the passage from nature to culture', 'the entry into language', and 'the constitutive nature of originary melancholic loss in relation to subjectivity'. 29 Historic trauma, as epitomised by the Holocaust, is for LaCapra 'specific and not everyone is subject to it or entitled to the subject--position associated with it'. 30 This creates an ethical dilemma for those writing about it, with unavoidable temptations to problematic empathetic and subjective identifications an inevitable pitfall. In conclusion LaCapra writes:
One may even argue that it is ethically and politically dubious to believe that one can overcome or transcend structural trauma or constitutive absence to achieve full intactness, wholeness, or communal identity and that attempts at transcendence or salvation may lead to the demonization and scapegoating of those on whom unavoidable anxiety is projected. But
[H]istorical traumas and losses may conceivably be avoided and their legacies to some viable extent worked through both in order to allow a less self--deceptive confrontation with transhistorical, structural trauma and in order to further historical, social, and political specificity, including the elaboration of more desirable social and political institutions and practices. 31 If The Eye in the Door most embodies structural and small h historical trauma, Regeneration, the first in the series, best illustrates capital H Historical trauma, presenting a powerful and well--rounded account of British men during World War I.
Focusing on the relationship between Rivers and Sassoon, the poet and anti--war protester, with Prior as a lesser but still significant character, it features many distressing scenes that zero in on the often insurmountable challenge of attempting to work through trauma that is frequently a combination of structural, historic and Historic trauma. It highlights ill--conceived medical and psychiatric attempts to treat trauma and the very real potential of their resulting in further traumatisation in the problematic quest for a 'cure', as is the case in a scene in which a patient is tortured by a doctor whose brutal methods differ from those of Rivers. Yealland, witnessed by a mortified Rivers, applies electric shocks and verbal abuse until the mute patient talks. Barker writes: 'Rivers had felt that he was witnessing the silencing of a human being. Indeed, Yealland had come very close to saying just that. "You must speak, but I shall not listen to anything you have to say."' 32 Rivers, it turns out, is not only shocked by Yealland's extreme methods, but also unsettled about the nature of his own, though these are undoubtedly more benign. Barker continues:
Just as Yealland silenced the unconscious protest of his patients by removing the paralysis, the deafness, the blindness, the muteness that stood between them and the war, so, in an infinitely more gentle way, he
[Rivers] silenced his patients; for the stammerings, the nightmares, the tremors, the memory lapses, of officers were just as much unwitting protest as the grosser maladies of the men. 33 Being a good man, conscience of his ethical duties, Rivers is torn between his desire to help the men and serve his country in its hour of need and his doubts about the war and the reality of what serving his country actually means. In plain terms, Rivers' task is to render the stricken soldiers functional so that they can be returned to the trenches for further traumatisation: 'His patients might be encouraged to acknowledge their fears, their horror of the war-but they were still expected to do their duty and return to France.' 34
And so, the cycle continues well beyond the point where Barker stops writing.
The men who ultimately survive the war return home unspeakably traumatised, expected to resume civilian duties and to provide for the families they make with the women left behind, many of whom have also been devastated by bomb raids, economic hardship and the loss of fathers, brothers, partners and friends. Thus, in due course, the structural/historical/Historical divisions previously noted are collapsed or, rather, the usefulness of distinguishing between them is affirmed ahead of the recognition that they inevitably cross over into one another. Cyclical Barker speaks in writing the Regeneration Trilogy, she speaks through her body and out of the memory of her culture and the spectres within it 'sustaining sensation.'
The focus on the familial transmission of trauma in these novels is key, since the family is the primary and frontline assemblage that links the subject to assemblages beyond, institutional, social, national and global. In the poetics of trans--trauma, micro-macro traumatic memory is written as a ghostly presence and an affective feeding backward and forward. It is a creative process that converts distance-or the unknowability of trauma in the instance of its occurrence-into intensity artfully expressed in language. This is literature as a covert, yet formidable, form of political activism; until humanity adequately grasps the intimate connections between structural and formative subjective interpersonal experience and cultural and Historical assemblage the 'elaboration of more desirable social and political institutions and practices' LaCapra calls for cannot be made manifest. 
